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Abstract 
 
An Exploration of the Strategic Placement of Popular Music in Television 
Programming 
Anessa L. Howell 
 
 This study examines the evolving role of popular music placement in television 
programming and explores the functional role of music supervisors in the television industry. 
Within the last decade, the unknown profession of music supervision has expanded rapidly as 
popular music placement becomes a permanent part of television programming. This study 
reviews the effects of music on the human brain, its evolving functional role in visual media, 
proven effects in advertising engagement, and explores the likelihood of popular music 
placement influencing viewers’ digital behavior in the age of social television.    
  
 1 
Chapter One: Introduction and Background 
Introduction 
From 2007-2017, a significant rise in popular music placement in television 
programming has changed the way audiences connect with content. The once unknown 
role of the music supervisor, defined as a person who selects and licenses music and 
sound effects for media, expects a 14 percent growth in employment from 2008 to 2018 
in the over $2.5 billion-dollar synchronization licensing industry (ConnectEd.org, 2015). 
Though a viewer may seldom give intricate thought to the music that is heard during a 
scene, it plays a crucial role in the perception of a program, including the conveying of 
emotion, and acting as a second narrative to further deliver and develop a storyline. With 
the explosion of media consumption and the industry-reforming shift in viewership, 
popular music in television programming is expanding beyond the post-production 
ornament into a vital viewer engagement tool.  
As the television industry relies more on viewer engagement across multiple 
digital platforms, music supervisors are finding themselves not just placing music to fit a 
program, but also to prompt interaction. Using strategic placement selections, music 
supervisors have been able to engage audiences and subsequently increase viewership of 
programs (Sheinkop, 2015). It is evident that music is no longer merely background 
accompaniment, but plays a crucial role in reaching beyond the screen for viewers, 
getting audiences to log on to their “second screen,” and engage further with the program.  
Second screen activity is one of the most popular forms of viewer engagement. 
With new ways of measuring viewer engagement to factor into television advertising 
pricing, television networks are doing everything to drive that digital traffic. Needing to 
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engage viewers beyond the screen, television producers, content creators and music 
supervisors can not only strategically select songs that will fit the narrative of the 
program, but also that will prompt viewers to engage in this digital interactivity. With the 
conscious effort of producers and music supervisors to motivate this viewer behavior, the 
proven influential advantages of music are overlooked and the topic begs further 
investigation.  
 
Statement of the Problem 
Scholars often look at music in television and other media as largely ornamental. 
Despite an increase in the presence of popular music in television programming, there is 
little academic research on the topic in general, let alone on its functional effects on 
television viewers. Although television has been conspicuously neglected in studies of 
popular music, and music been notably absent from most accounts of television, music 
and its effects have been tested in the advertising field (Negus and Street, 2002). Music 
possesses influential qualities that have been proven as a functional tool in advertising to 
influence consumer behavior and brand attitude (Gorn, 1982; Morris and Boone, 1998). 
Examining the effects of music on audiences expands the role of music in television 
programming and the medium’s potential growth in an evolving television industry. 
In keeping viewer attention, television is rarely free of music because it is the 
producers’ crucial tool in the ongoing attempt to grab and hold people’s visual interest 
(Frith, 2002). Empirical studies on music in television programming and advertising 
describe how music aids in the narrative of a program, conveying and evoking emotions 
in viewers as well as helping tell the story (Rodman, 2010). Recognizing this influential 
power, television programming has gone from seeking the visual interest of audiences to 
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also holding their sonic interest (Sheinkop, 2015). Television programming is evolving to 
use every aspect of programming to engage viewers, including using popular music 
placement to sonically brand shows and to steer viewers to their second screens.  
The rise of popular music in television programming and the expansion of the 
music supervisor role have been close to simultaneous with the growing need for viewer 
engagement in the television industry. With television needing to engage viewers now 
more than ever, the functional role of music is being used to influence behavior. It can be 
used to drive viewer engagement to where we can it best be measured - digital traffic to 
the second screen.  Many television programs, such as Vampire Diaries, Pretty Little 
Liars, and Empire, have created playlists of the music used in episodes for audiences to 
access on social media, including Facebook and Spotify, as well as the respective show 
and network websites. Though its effects are proven in the advertising field and mildly 
observed in television viewership, there are no studies that particularly investigate the 
effects of popular music placement in television programming on the engagement of 
viewers through second screens. As television relies on viewer engagement as well as 
traditional ratings, filling this gap in research will give popular music placement the 
validity to serve its modern value in television programming.  
 
Background and Need 
A review of scientific and empirical studies on music and its convergence with 
television, studies on music in advertising, and the limited literature on the topic of 
popular music in television programming reveal key areas that will be explored in this 
research. These areas include: the effects of music on the brain and perception, the 
functions of music in multimedia, the proven effects of music placement in advertising, 
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popular music in television and sonic identity, and the emergence of music supervision in 
the era of social television. These areas come together to create a clearer picture of how 
popular music’s role in television programming expands beyond ornamentation.  
Music has long since played an important role in the life of television. It adds 
aesthetic to moving pictures, evokes emotion, and can aid in the narrative aspect of a 
storyline. While there is an abundance of scholarly research and literature on the topic of 
music on television, the topic of music in television cannot say the same (Deaville, 2011). 
The study of music in television is an emerging discipline still gathering momentum and 
interesting scholars. Furthermore, there is little research on the effects of music in 
television on viewers. In contrast, there is research on the effects of music on television 
viewers through the scope of advertising. With the expanding role of popular music in 
television programming, there is a need to test the effects of popular music in television 
programming to further identify how music can be used to drive viewer engagement on 
measurable online platforms.  
  
Purpose of the Study 
The purpose of this study is to investigate the role of popular music as a vital 
viewer engagement tool to stimulate viewer engagement on online digital platforms. This 
research will build on the foundation of music’s effects on the brain and perception and 
will analyze the placement of popular music in television programs. It is important for the 
television industry to explore this topic and test the effects on music placement to prove 
its effectiveness and harness the functional characteristics of music. This study for this 
research will specifically look at viewers’ attention to popular music in television 
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programming and the likelihood of digital interactivity on the second screen, including 
online research and on television network websites after hearing popular music on a 
show. 
Many networks have created programming centered on popular music or where 
popular music has become an integral part of the identity of the program (Glee, FOX; 
Nashville, ABC; Grey’s Anatomy, ABC; True Blood, HBO; Scandal, ABC; Empire, 
FOX). Music supervisors must now directly or indirectly consider second screen 
engagement of the viewer when selecting music. This study seeks to further validate their 
role and provide evidence of music’s role beyond ornamentation. This research seeks to 
give insight into a growing niche and encourage further research on the topic. 
 
Research Questions 
The research questions aim to build on research already conducted on music’s 
effects on listeners and television viewers while further establishing the expanding role of 
music in television programming. The research questions are as follows:  
1. How often is there conscious viewer attention to popular music in television? 
2. Is there a strategic method for choosing songs for television shows with a 
conscious thought to digital interactivity? 
3. What is the likelihood of interactivity on the “second screen” from exposure to 
popular music in a television show? 
4. What is the likelihood of interactivity on a television native backchannel, that is, 
the home website of a respective network (i.e. ABC, abc.com), from exposure to 
popular music in a television show? 
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Significance to the Field 
This research seeks to further validate the importance of popular music in 
television programming and recognize the professional role of music supervision by 
giving insight into whether popular music placement can lead viewers to a second screen. 
The study may also give more insight into audience attention to popular music in 
television as well as the rate of music discovery in programming. All of these factors 
influence the overall sonic identity of a show, harnessing the marketing power of music 
to boost viewership and viewer engagement. In a time where technology has shifted 
television viewership and its measurement, this research seeks to explore the opportunity 
of utilizing the popular music placement components of television programming to 
further engage viewers. 
The investigation of the functional role of popular music placement in television 
will help further equip content creators and programmers in the post-production phase. If 
television industry executives have more concrete evidence of the effects of popular 
music in programming, it is possible that they may shift synchronization licensing 
budgets to match the value of the music that will further engage their viewers. It is the 
expectation of the researcher that more industry executives will recognize the influence 
of popular music placement and further enlist the assistance of professional music 
supervisors to sonically brand shows to contribute to viewer engagement as a result of 
this research. 
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Definitions 
For the purpose of this study, the following terms were used: 
 
Digital platforms: A digital site for media that allows real-time and/or delayed delivery 
of video, audio and other content that can be accessed via laptops, smartphones, tablets 
and any other device connected to the internet.  
 
Music modality (or mode): in music theory, a musical scale with certain melodic 
characteristics; major or minor key 
 
Music placement: a term used to describe the selection of music to be placed in a 
television program, commercial, film, or other media content 
 
Music supervisor: A qualified professional who oversees all music related aspects of 
film, television, advertising, video games and any other existing or emerging visual 
media platforms as required (Guild of Music Supervisors, n.d.) 
 
Popular music: music that appeals to popular tastes, including, but not limited to, rock, 
pop, soul, country, reggae, rap, and dance from major and independent artists 
 
Second screen: a mobile device (such as a laptop, smartphone, or tablet) used while 
watching television, especially to access supplementary content or applications 
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Sonic identity: often described as “the sound of a show,” sonic identity in television 
represents how the network, studio, or TV show has branded itself through music 
(Sheinkop, 2012). 
 
Synchronization license: the type of license most often utilized when using a musical 
composition in television programming or commercials; the license is the form of 
permission that authorizes one to make mechanical reproductions of a musical 
composition that are accompanied by a motion picture or other audiovisual work, for use 
in connection with motion picture theatrical performance and television broadcast (Miles, 
2002). There are two copyrights within a song; there is a separate copyright for the song 
and the particular recording of the song, called a master recording. A synchronization 
license must be awarded from both the copyright holder of the composition and the rights 
holder of the master recording of the song (Adams, Hnatiuk, and Weiss, 2005). 
 
Television native backchannel: television’s backchannel is defined as the real-time 
conversations that happen within social media channels during the time a respective 
episode is airing; a native backchannel refers to the respective network or show website 
(Prolux and Shepatin, 2012). 
 
Viewer engagement: communicating well enough that the audience pays attention, 
paying so much attention that they are participating in the exchange of ideas as a result 
(Falls, 2012). 
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Chapter Two: Review of the Literature 
The sheer variety of content and where it can be found has increased 
exponentially over the last decade. The rise of media consumption coupled with 
prominence of the second screen viewer experience has stimulated the growth of music 
supervision. The nature of audience engagement with both television and music is 
changing, as both are at the same time more portable than ever (Coates, 2007). Digital 
technology makes television programming mobile and frees it more than ever from 
synchronous time (Coates, 2007). Researching music’s role in television and viewer 
engagement begins with understanding the effects of music on human beings. Witnessing 
the influence of music, scientists have studied its effects on brain activity. This has 
subsequently led to testing of music on perception of images and moving pictures. With 
the knowledge of music’s ability to alter perception and its use as a secondary form of 
communication, researchers have also explored its effects in advertising. This research 
gives insight into the engaging aspect of music in television and lays the foundation for 
research on how music can be used to aid in driving viewer engagement.  
This literature review will look at five areas of the topic of popular music in 
television programming and its role in viewer engagement. The first section will examine 
the effects of music on the brain and perception. The second section will investigate 
music’s functions in the media outside of aesthetics. The third section will review the 
proven effects of music in advertising. The fourth section will explore popular music in 
television and sonic identity. The fifth section will discuss the emergence of music 
supervision for viewer engagement in the age of social television. 
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Music’s effects on the brain and perception 
When considering how popular music placement in television can engage 
viewers, a thorough examination begins with how music affects the human brain. The 
effects of music on the brain and perception are the foundation for how music can be 
used in television programming. For centuries, music has played a vital role in human 
existence. It is not tangible, nor does it provide mankind with nourishment or other 
survival needs, yet humans have always prized music (Zatorre, Salimpoor, 2013). When 
music is heard, there is a combined sensory and cognitive experience that can influence 
the affective state of the mind (Slaimpoor, Bosch, Kovacevic, McIntosh, Dagher, Zatorre, 
2013). Scientists have examined the effects of music on the brain and have found that 
when pleasurable music is heard, dopamine (a neurotransmitter that helps control the 
brain’s reward and pleasure centers), is released in an ancient part of the brain called the 
striatum (Zatorre and Salimpoor, 2013). The striatum is found in other vertebrates and is 
known to respond to naturally rewarding stimuli like food and sex (Zatorre and 
Salimpoor, 2013). This ability to cause activity in the brain is the gateway to what allows 
music to be influential. Though this rewarding value of music is intangible, researchers 
have confirmed that it can cause tangible effects. 
In a study designed by Robert Zatorre and Valorie Salimpoor, listeners were 
exposed to 60 musical excerpts that they had not heard before and were asked to list how 
much they would be willing to spend to purchase the music. Each subject was monitored 
for brain activity while listening. They found that neural activity within the reward 
related structure of the brain was directly proportional to the amount of money people 
were willing to spend on liked music (Zatorre and Salimpoor, 2013). In addition to this 
 11 
correlation, there was cross talk between the reward structure and the auditory cortex, the 
region of the brain that is responsible for processing sound. This increased for songs that 
were ultimately purchased when compared with those that were not (Zatorre and 
Salimpoor, 2013). This effect is not just isolated but can synchronize between multiple 
people. According to Daniel Abrams, lead researcher from the Stanford University 
School of Medicine, despite idiosyncrasies in listening, the brain experiences music in a 
very consistent fashion across subjects (Landau, 2013). In a study published in the 
European Journal of Neuroscience, Abrams (2013) and his associates found that music 
synchronizes brain responses across listeners in several regions of the brain.  
Music can be valued by its ability to communicate to an audience. As one hears 
music over the course of time, a person is thought to accumulate musical information 
over a lifetime, and the brain creates templates of the statistical regularities that are 
present in the music of one’s culture (Zatorre and Salimpoor, 2013). Storing musical 
information enables one to understand the music heard in relation to stored mental 
representations of the music heard (Zatorre and Salimpoor, 2013). This is a known 
quality to composers and performers as they manipulate these prediction mechanisms to 
satisfy their audiences (Zatorre and Salimpoor, 2013). This manipulation is used to not 
only satisfy audiences, but to influence their moods and alter their perception in art and 
media. 
 
Music, mood, and perception 
Mood and perception are crucial to the viewing experience of an audience. How 
music affects emotion, mood and its ability to communicate are what enables it to alter 
how a moving picture is perceived. Music is versatile and is so much so that it is capable 
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of stimulating early human emotion (Infante and Berg, 1979). Musicians and composers 
recognize this influence and understand that the elements of music are capable of 
manipulation so as to produce particular effects. One of the most important of these 
elements is modality (Infante and Berg, 1979). Music modality is commonly either major 
or minor. In culture, major and minor modes have acquired a set of connotative 
meanings. Cultural musical codes are exemplified by music that has come to be 
associated with a certain mood or state of mind (Lipscomb and Tolchinsky, 1979). It is 
generally assumed that feelings of happiness, hopefulness, and stability are stimulated by 
the major mode. Minor mode, however, is believed to create expressions of sadness, 
pessimism, and instability (Infante and Berg, 1979).  
These connotations play a major role in how music can alter the way situations 
are perceived. Music modality has been proven to influence the perceived favorability of 
a situation as well as the perception of facial expressions. In a study by Infante and Berg, 
a neutral facial expression in a pleasant situation was perceived as happier when the 
melody in the background was in the major mode as compared to minor mode (Infante 
and Berg, 1979). This effect was significant and suggests that pleasantness of the 
situations was manipulated successfully. A later behavioral experiment performed by 
Logeswaran and Bhattacharya confirmed that emotional rating of a neutral face could be 
biased towards the direction of the emotional influence of musical primes (Logeswaran 
and Bhattacharya, 2005). Its influence over mood and perception ensure that its role in 
media, specifically television programming, is not merely ornamental, but serves in 
several functions to create a complete experience for an audience.  
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The functions of music in media and the engaging power of music 
With its ability to influence mood and perception, music serves a variety of 
different functions in media. Music is often only highlighted for its aesthetic value, 
leaving its other functionalities in film and television overlooked. This is not to say that 
the aesthetic function of music is in any way less significant. Music is an art form and its 
presence enhances every situation in much the same way that a beautiful environment 
enhances the experience of activities within (Cohen, 1998). Though its aesthetic function 
is important to the overall media experience, there are six other functions that music 
provides in the multimedia context aside from mood induction and aesthetics: it masks 
distraction, provides continuity, directs attention, communicates meaning, cues memory, 
and heightens arousal and suspends disbelief (Cohen, 1998).  
The first and original function of music in moving picture was masking. It became 
an essential component of silent films with one of its main functions being drowning out 
the sound of the film projector (Cohen, 1998). Today, that role still remains as music now 
masks distractions made by multimedia machinery, including the hums of disk drives, 
fans, and motors, and the sounds made by people in social and public taping sessions 
(Cohen, 1998). In the age of mobile viewing, music’s masking function has evolved into 
more of an attention holding function, aiding to keep viewers’ eyes on the screen despite 
the distractions that may be occurring in their individual viewing environments.  
The next function that music serves in multimedia is continuity. Separating one 
event from the next, music is organized in time and this organization helps to connect 
different events in other domains (Cohen, 1998). Acting as a kind of glue, a break in 
music can signal a change in the narrative while continuous music signals the 
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continuation of the current theme (Cohen, 1998). Music can direct the attention of the 
viewer. Patterns from different modalities that have the same pattern of change across 
time are likely to reflect a single object. Thus, when auditory patterns mimic visual 
patterns, attention would be directed to that visual pattern rather than one that is not 
congruent with the auditory background (Cohen, 1998).  
Music also serves in communicating meaning in media. Music can convey 
information to an audience with or without inducing emotion. This function is perhaps 
the most consciously familiar to audiences. The visual screen is often referred to as two-
dimensional (Palmer, 1990; Rosar, 1994) with music adding emotion as a third dimension 
(Cohen, 1998). Audiences can recognize musical signification results due to the highly 
codal syntactical relationships inherent in the association of a musical tone with another 
(Lipscomb and Tolchinsky, 1979). This is what allows music to be used to signify 
suspense, sorrow, happiness, resolve, and so on. These associations have been further 
canonized by the Hollywood film industry into certain conventional expectations 
determined by the narrative content of a given scene (Lipscomb and Tolchinsky, 1979).  
Music also serves as a cue for memory in media. There is a psychological basis 
for such a mechanism in the classically (Pavlovian) conditioned response (Cohen, 1998).  
Previous studies have shown that recognition of a single visual frame from a previously 
viewed television program was enhanced if the music that had accompanied that portion 
of the program was played during the presentation of the to-be-recognized material 
(Cohen, 1998). Another study found that within just one exposure, links between the 
music and visual modalities can form in short-term memory (Cohen, 1998). With this in 
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mind, music can be used in media to prepare the mind for a type of cognitive activity 
(Cohen, 1998).  
The final function music serves in media is that of arousal and focal attention. 
Increased activity of the brain may increase concentration on the primary attentional 
focus and filter out distractions (Cohen, 1998). With competition from myriad 
distractions from programming, this function of music in media is crucial in the age of 
social television and the second and third screen experience. These several functions of 
music in media have studied and proven effects on the behavior of an audience.   
 
The proven effects of music in advertising 
Just as in television programming, there are a variety of components to television 
content in television commercials. Contrary to the effects of music in television 
programming, music’s effects in advertising have been more thoroughly researched. The 
purpose of a television commercial is to engage the audience to promote a particular 
product. With viewer engagement goals in advertising being almost identical to the goals 
of viewer engagement in television programming, more insight can be gained into how 
music can be used through examining classic studies in advertising. It can be argued that 
the most common television uses of music derive from conventions developed in 
commercials (Frith, 2002).    
In advertising, classical conditioning suggests that positive attitudes towards an 
advertised product (referred to as a conditioned stimuli) might develop through its 
association in a commercial with other stimuli that are reacted to positively (referred to as 
an unconditioned stimuli) (Gorn, 1982). Attractive colors, pleasant music, and humor are 
examples of potential unconditioned stimuli in a commercial (Gorn, 1982). Gorn sought 
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to test whether classical conditioning can be applied to object preference, as research at 
the time had not tested the suggestive power of background stimuli in commercials, 
specifically music.  
The study examined the impact of the background features of a commercial, in 
this case music, on product preferences. There were two experiments conducted in 
Gorn’s study. One experiment was conducted to determine whether background features 
of a commercial affected product preferences when only minimal product information 
was presented. A second experiment examined the relative importance of background 
features and product information in different situations (Gorn, 1982). The first 
experiment is relevant when investigating the suggestive power of music. 
For the first experiment, 244 undergraduate students were randomly assigned to 
two sections of a first-year management course during registration (Gorn, 1982). The 
intervention of the study involved testing a group of ten subjects who evaluated ten 
different pieces of music on scale ranging from dislike very much (1) to like very much 
(5). The results of the pilot test led Gorn to select a one-minute excerpt of music from the 
movie “Grease” as the positive unconditioned stimulus. One minute of classical Indian 
music served as the negative unconditioned stimulus (Gorn, 1982). For the “product” 
used in the experiment, two different colors of a pen were used. These were considered 
the conditioned stimuli. The colors light blue and beige were chosen due to their 
neutrality; associating them with liked or disliked music could change the color 
preference (Gorn, 1982). A pilot on 23 subjects revealed that 80% felt neutral about light 
blue and beige pens. The results reported this notion, as 22 out of 41 picked the beige 
pen, 19 picked the light blue pen (Gorn, 1982). 
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Gorn’s experiment was carried out during class time. It was explained to the 
students that an advertising agency was trying to select music (unconditioned stimulus) to 
use in a commercial for a pen (conditioned stimulus) produced by one of its clients. They 
would hear some music that was being considered while they watched the slide of the pen 
which the agency was planning to advertise. Very little information regarding the pen’s 
attributes was visible in the slide (Gorn, 1982). The following conditions were structured 
in the experiment: 1) condition L1 - Liked music, light blue pen; 2) condition - L2 - 
Liked music, beige pen; 3) condition - D1 - Disliked music, light blue pen; 4) conditioned 
music, beige pen (Gorn, 1982). The subjects in each condition heard the music while they 
watched the slide. They then evaluated the music on a scale ranging from dislike very 
much (1) to like very much (5). They were told that they would receive either a light blue 
or beige pen for their help, donated by the company who manufactured the pen (Gorn, 
1982).  
The results of the study showed a clear impact of liked versus disliked music. 74 
out of 94 subjects (79%) picked the color of the pen associated with the liked music, 
while only 30 out of 101 (30%) picked the color of the pen associated with the disliked 
music (Gorn, 1982). The results supported the notion that the simple association between 
a product and another stimulus such as music can affect product preferences as measured 
by product choice (Gorn, 1982). This study further suggests that the background features 
of commercials can influence product choice. It is argued that the positive emotions they 
generate become associated with the advertised product through classical conditioning 
(Gorn, 1982). As advertisers are confronted largely by audiences of uninvolved potential 
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consumers, reaching them through emotionally arousing background features may make 
the difference between their choosing and not choosing a brand (Gorn,1982).  
Although Gorn’s study and others like it establish that music indeed has effects on 
audiences, their perceptions, and even their choices, how music is effective has still not 
been definitive. In advertising, however, some evidence suggests that the effectiveness of 
music in a commercial may depend upon its intended role in the creative execution 
(Stout, Leckenby, and Hecker 1990). Before the rise of the use of popular music in 
television advertising, advertisers already considered music a valuable tool for enhancing 
advertising effectiveness (Stout, Leckenby, and Hecker 1990). Morris and Boone (2008), 
Alpert and Alpert (1990) and Macinnis and Park (1991) stress that a good fit between the 
music and the advertisement have a strong impact on positive emotional response and 
attitude to the advertisement (Stout, Leckenby, and Hecker 1990).  
Advertisers have long considered music a valuable tool for enhancing advertising 
effectiveness. As a primary motivator of affective response music could play an 
important role in creating attitudes toward an ad and brand (Stout, Leckenby, and Hecker 
1990). The purpose of the Stout, Leckenby experiment was to investigate if there is a 
relationship between the different ways music is used in television commercials and 
viewers’ evaluation of commercials as measured by the Viewer Response Profile, a 
popular diagnostic copy research instrument used by advertising agencies (Stout, 
Leckenby, and Hecker 1990). Data for the study was collected from 1200 respondents 
through mail intercepts in several cities across the United States. Respondents ranged 
from the ages of 18-54 with 90% of the sample being female. They each individually 
viewed one commercial. 
 19 
After viewing the commercial, respondents answered several open-ended 
questions, indicating their degree of agreement with 52 statements about the advertising 
and the product using a six-point rating scale (Stout, Leckenby, and Hecker 1990). The 
independent variables were the two broad categories of music variables. First, structural 
elements that were coded include mode (the key or scale of a composition, typically 
major or minor), volume (the loudness of a composition), tempo (the speed of the rhythm 
of a composition), and distinct melody (a series of musical notes or tones arranged in 
definitive pattern; typically the main part of a composition). All were rated on respective 
scales. The second category included the music variables that indicated the role of music 
in the commercial - use of a jingle, presence of a distinct melody, and the lyrics carrying 
the product message (Stout, Leckenby, and Hecker 1990). The results of this experiment 
showed that the mode of the music to be the structural music variable that had the 
strongest relationship with viewers’ ratings of the commercials (Stout, Leckenby, and 
Hecker, 1990). Commercials with music in minor mode scored less favorably than major 
or mixed commercials while viewers apparently learned more from, had greater intent to 
buy, and had more personal connections with commercials using music featuring major 
and mixed modes (Stout, Leckenby, and Hecker, 1990). Identification of the music with 
the brand appeared to be the most important role variable for music, yielding significant 
differences on two factors indices (relevant news, as in delivering product information, 
and reinforcing the brand) (Stout, Leckenby, and Hecker, 1990). The study results show 
that there is power in using music in television advertising. Stout, Leckenby, and Hecker 
suggest that the features of music and its effects need to be considered in a systematic 
way when selecting music for a commercial. They conclude their study by stating that 
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music is too important to be wasted on amorphous, inappropriate, or irrelevant goals and 
that advertisers need to state objectives for the use of music to enhance the function of 
music in a commercial (Stout, Leckenby, and Hecker, 1990). This finding supports other 
research done in the subject of music’s effects in television advertising. Morris and 
Boone noted descriptive changes in viewers; feelings toward the advertisements when 
music was added in their study of the effects of music on emotional response, brand 
attitude, and purchase intent when viewing advertisements with music (Morris and 
Boone, 1998). A study by Alpert, Alpert, and Maltz also provides empirical support for 
the hypothesis that variations in the formal music structure of background music in 
commercials may have significant influence over emotional responses of an audience. 
These proven effects of music in advertising are reflected in the use of popular music in 
television programming today. As music in television continues to evolve, music’s 
attributes can be systematically examined for its use in viewer engagement for television 
programming.  
 
Popular music in television programming and sonic identity  
 Music in media emerged from needing to mask the noise of the film projector 
during silent films. The need continued through the age of silent films and an entire 
industry surrounding background musical performances emerged (Limbaucher, 1974). 
Books provided lists of songs capable of conveying certain emotions, and songs were 
categorized with respect to the kind of emotion each communicated (Cohen, 1998). The 
practice of using music in moving pictures has evolved from masking other sounds and 
filling silence to using popular music in television programming to engage audiences. 
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As discussed, music in television advertising is an under-researched area of study 
but has the potential to give insight to the consequences of how sound and image are 
combined (Negus, Street 2002). This is especially true for the place of popular music, 
which has evolved to the extent of needing to have its own specialists in the industry (i.e., 
music supervisors, music coordinators, music licensing specialists, and more). Despite 
what research has been done on the topic of popular music in television, television has 
been conspicuously neglected in studies of popular music, and music has been notably 
absent from most accounts of television programming (Negus, Street 2002). Negus and 
Street introduce the 2002 Popular Music issue from Cambridge University Press by 
discussing how television and music are often studied separately without investigating 
how one affects the other.  
The authors establish that a key theme in the topic is that television is a significant 
mediator of knowledge, understanding, and experience of music though the details of 
many studies stop there (Negus, Street 2002). Music, on the contrary, has been shrouded 
in the battle against dismissals of the subject as associated with diversion, pleasure, 
distraction, and the pursuit of fun. The critical issue, they point out, concerns how 
television and music communicate in combination (Negus, Street 2002). The emphasis 
has usually been on the linguistic - spoken/verbal discourse, the written word, the 
representational. Very little attention has been paid to how television conveys knowledge 
via non-representational/non-verbal forms of communication - gestures, movement, 
color, dramatic use of body, and of course music (Negus, Street 2002). Again, music has 
often been examined from the angle of being an accessory to the picture instead of a 
functional part of it. Television’s use of music, for a variety of commercial, 
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technological, and aesthetic reasons, is different to that of film (Donnelly, 2005). These 
differences need to be acknowledged, and suggest that there is a need to rethink the study 
of film music in the light of television (Donnelly, 2005). Through this point, a key 
argument in how popular music placement engages audiences arises: When it comes to 
television, many programs are straightforward self-contained narratives within which 
music can be situated and, because of this, the use of music is frequently extradiegetic 
(music that refers to a series of meanings outside of the televisual context) (Negus and 
Street, 2002). Music serves television programming well as it imports the meanings 
associated with popular songs into television (Negus and Street, 2002).   
     As discussed in the previous section, the use of popular music in television 
programming can also be studied through its use in advertising, as the most common 
television uses of music derive from conventions developed in commercials (Frith, 2002). 
Frith discusses the sometimes uneasy relationship of music in television and points out 
three conventions that music in television programming borrows from music in 
advertising. First, music is used to aestheticize the reality seen in programming. Second, 
music is used to ground what the audience sees and tie a moment to a familiar song 
(Frith, 2002). Frith goes on to say that pop songs are being used [in dramas] not just to 
indicate a place or time or even to tug on emotional memories but to make historically 
important or dramatically intense scenes mundane (just as advertisers use familiar pop 
songs to imply that fantasy is routine) (Frith, 2002). Considering both of these 
approaches, his third point is that music is used as an ironic commentary on what is seen, 
to distance viewers from the action and make them feel more knowing (Frith, 2002). 
There is a circular argument, he points out, that advertisers go through of assuming that 
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audiences for particular programs also gravitate towards a particular type of music and 
vice versa (Frith, 2002). If this dynamic does indeed exist, it makes the relationship of 
music and television more about branding than being organic (Frith, 2002). Regardless of 
the dynamic of the relationship, television is rarely free of music as producers realize it is 
a crucial tool in the ongoing attempt to engage viewers and keep them engaged (Frith, 
2002). Frith also argues, however, that television, despite its influence on rock 
performance, was never really a part of its culture (Frith, 2002). This idea was believed to 
be true by other academic critics and journalists as there were, and still are, few published 
studies on the topic (Coates, 2007). According to researcher Norma Coates, this lacuna 
spoke to the newness of the discipline (Coates, 2007). The significant role of music in 
television is now recognized by the television industry itself. Just as they design the 
program’s visuals, what television programming sounds like is now just as carefully 
designed through sonic identity.   
This importance of sonic identity in television programming has become vital - a 
strong sonic identity is important for the same reason that a strong visual identity is 
important: brand recognition (Sheinkop, 2015). When a television program has 
memorable sound, viewers engage in the first two steps of consumer advocacy: 
awareness and discovery (Sheinkop, 2015). To build sonic identity, a show applies its 
music strategy across its audio touchpoints: the various points where a brand, television 
program, film, or game comes in contact with its customer through sound or music 
(Sheinkop, 2015). These points can include the title sequence, social media, live 
activations, the television program, and anywhere that the program connects with its 
viewers (Sheinkop, 2015). The more consistent the music strategy, the stronger the sonic 
 24 
identity (Sheinkop, 2015). The research brand Voxburner conducted a study in August 
2014 that asserts that “music remains an important interest among young people and at a 
time of discovery, identity development, and high social activity, it can be defining” 
(Sheinkop, 2015). This allows popular music in television programming to not only serve 
an artistic purpose, but a strategic one to engage audiences beyond the screen.    
 
The emergence of music supervision in the age of social television 
Social television, defined as the union of television and social media, has changed 
the way we view television (Proulx and Shepatin, 2012). As audiences share their 
television experiences on social media while viewing, content creators have developed 
sonic identity to continue to compete for viewership. As sonic identity becomes crucial 
for all television programming and the use of popular music has increased, the field of 
music supervision has expanded dramatically over the years. A profession with roots 
dating back to when music was only used for its masking function, the roles and 
responsibilities of music supervision have undergone tremendous change in the past few 
decades (Sheinkop, 2015). Though the systematic and artistic values of music supervision 
are often highlighted, there is also a technical need for the role in the television industry 
that requires specialized knowledge and skills.  
Once the selection process for the music is complete, a synchronization license 
must be obtained for each song before it can be used in a television program. A 
synchronization license (often referred to as a synch license) is the type of license most 
often implicated when using musical compositions in television (Miles, 2003). Synch 
licenses are derived from the copyright owner’s exclusive rights of reproduction as 
established in section 17 of the United States Code and are granted for motion pictures, 
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television programs, and other media (Miles, 2003) (17 U.S.C. 106(1), amended 1995). 
Like many transactions in the entertainment industries, synch licenses come at a cost. 
One important factor in license cost is whether the song will be used in the foreground or 
background (Miles, 2003). An additional consideration in license cost is the length of use 
of the song and its number of uses (Miles, 2003). The length of the term of a synch 
license will also be reflected in its price, while the last major factor in purchasing the 
license is the territory in which it will be used (Miles, 2003). These technical factors 
utilize the expertise of music supervisors, as staying within the budget of the respective 
television production is also key when selecting popular music.        
The territories of synch licenses have been put to the test as digital media has 
become an integral part of the television experience. The internet is a companion for the 
growing masses of television viewers who are simultaneously going online while tuning 
in to their favorite programs (Prolux and Shepatin, 2012). A Yahoo and Nielsen study 
from 2011 reports that of 8,000 Americans interviewed between the ages of 13 and 64, 86 
percent of the group used mobile while watching television, 24 percent browsed content 
related to the television show they were viewing, and 23 percent use their device to get 
more information about an ad they saw for a new television show (Prolux and Shepatin, 
2012). Another survey of 12,000 internet-connected device owners reported that 70 
percent claim to use their tablet while watching television (Prolux and Shepatin, 2012). 
Prolux and Shepatin argue that second-screen behavior is natural as humans are curious 
beings who are compelled to feed that curiosity. Second screens allow viewers to 
instantaneously satisfy their curiosity (Prolux and Shepatin, 2012).  
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The placement of popular music is a vital tool in the effort to engage viewers 
across all digital platforms. For music supervisors, part of the music strategy is 
determining how to best leverage music in and out of production. It is the goal of many 
music supervisors for television to keep the conversation going after the program has 
aired (Sheinkop, 2015). For example, Chris Mollere, music supervisor for the recently 
concluded show (March of 2017) The Vampire Diaries, shows how well music can 
continue to engage an audience beyond the screen. Mollere was able to increase 
engagement with the show’s audience, as well as attract many new viewers to show, all 
through creative music supervision (Sheinkop, 2015).    
Though social media dominates in the second screen experience, another 
important engagement arena is the respective network websites, formally labeled 
television native backchannels. Ha and Chan-Olmstead studied the role of television 
network websites as it relates to viewership and found that younger internet users are 
much more likely to use television websites than older internet users (Ha and Chan-
Olmstead, 2004). Despite the low use of enhanced features on television websites, the 
increase in the amount of website feature usage positively predicts user loyalty, 
subscriber loyalty, and to a lesser extent, new subscriber attraction for cable networks 
(Ha and Chan-Olmstead, 2004). Overall, native backchannel visits are low compared to 
social media visits for respective television networks. Many networks have begun to 
compile and release playlists for featured popular music to drive traffic to respective 
native backchannels to increase post viewing engagement.   
With viewer engagement extending beyond the television screen to ensure the 
longevity of television programming, music has become a significant tool. Music 
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supervisor Chris Mollere recalls the hit program The OC as a moment when popular 
music became a focal point in television drama (Locker, 2013). Mollere notes how The 
OC was the show that changed the format on television and showed that one could have a 
song with lyrics play during a scene with dialogue - this was not an accepted thing 
beforehand (Locker, 2013). While working on shows The Vampire Diaries and Pretty 
Little Liars, Mollere and ABC Family took viewer engagement further by publishing a 
weekly roundup of songs on their blog and tweeting out song lists.  
Popular music placement also plays a significant role in the NBC program 
Blacklist. The show creator, Jon Bokencamp, saw music playing an important role from 
the pilot forward, with the choices from the music supervisor being crucial to setting the 
mood and the storytelling (Gallo, 2013). The show creator highlights one of his favorite 
placements being Nat King Cole’s “Smile” under a particularly violent scene; the contrast 
worked well for the storytelling of the scene and utilized music’s extradiegetic function 
to indirectly help the narrative along (Gallo, 2013). Though Blacklist was never pitched 
for its musical content, Bokencamp noted that it was a part of the show’s strategy from 
the very beginning (Gallo, 2013). This conscious effort on the part of content creators to 
create sonic identity and viewer engagement through popular music placement is now a 
prevalent and recognized practice. 
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Chapter Three: Methodology 
Though music has become an increasingly integral part of television 
programming, the subjects of significance and effectiveness have not been studied 
thoroughly. Programmers have little research to consult in regard to popular music in 
television programming. Shifts in viewership and the need for viewer engagement 
warrants more investigation into music as a tool to make viewers reach beyond the 
screen. Many of music’s functions in media contribute to viewer engagement. Research 
has been done in the advertising field on the placement and effectiveness of music in 
television commercials and it has been proven that music stimulates brain activity and 
can influence consumer behaviors. The influential power, however, is scarce in media 
research despite the rise in popular music in television.   
This study sought to investigate the role of popular music in television 
programming and whether its influence can be used to steer audiences to interact on 
digital platforms. As the role of the music supervisor has expanded, many in the 
profession know that music must now be selected for various functions, not just to suit 
the mood of a scene. Music supervisors with strong musical strategies are pushing music 
to become the primary engagement factor, sending new viewers who avoided traditional 
advertising to engage with a program (Sheinkop, 2015). The promising factors of using 
music for viewer engagement must be investigated in order to apply it at its full potential.  
 
The following research questions were addressed in this study:  
1. What is the frequency of conscious viewer attention to popular music in television? 
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This question will investigate the power of music to grab the attention of audience 
members while viewing. Many times, the foreground music over and between scenes is 
taken for granted. With the role of the music supervisor seeing documented growth, this 
question will test the frequency of conscious listening by television viewers. 
 
2. Is there a strategic method for selecting songs for television shows with a conscious 
thought to digital interactivity? 
Studies have shown that certain tempos, modes, texture and percussiveness can 
invoke emotional responses. Through interviewing working music supervisors in the 
industry and researching current articles and published interviews, this research question 
will investigate the role of a music supervisor, focusing on the selection process and 
strategy involved in song selection. The questions asked will also seek to gather 
information on whether the music selection process tends to be more systematic or 
intuitive.   
 
3. What is the likelihood of interactivity on the “second screen” from exposure to 
popular music in a television show? 
In the digital era, there are many ways to connect with one’s favorite television 
show. Networks make episodes available online and create Facebook pages and Twitter 
accounts to allow fans to interact with programming before, during, and between shows. 
This question will investigate whether or not the featuring of popular music on television 
shows can initiate second-screen viewer engagement. 
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4. What is the likelihood of interactivity on a television digital platform after exposure 
to popular music in a television show? 
With television viewership shifting to the digital landscape, networks are 
constantly attempting to drive viewers to their digital platforms. This is in part due to 
keeping viewers engaged in programming and partly due to aggregating an audience for 
advertisements in the digital space. This question will gauge the likelihood of audiences 
to log on to a television native backchannel after hearing liked popular music in 
programming.  
 
This qualitative study design strived to investigate the growing role of the music 
supervisor and to investigate the effectiveness of popular music in television 
programming on viewer interactivity behaviors. Music’s proven influence can serve as a 
powerful tool in content creators’ viewer engagement endeavor. The researcher 
conducted an analysis of various articles and studies pertaining to effects of music, its 
effective role in advertising, and its growing role in television programming. The 
researcher also interviewed four professional music supervisors, inquiring about their 
day-to-day agenda and selection methods. A nine-question survey was distributed to 
collect data about the frequency of music noticed by audiences and the likelihood of 
viewer digital interactivity upon hearing liked music in television programming (See 
Appendix, p. 50). 
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Setting 
 The study included interviews with professional music supervisors in slightly 
varying roles in the industry. They were asked questions about their specific role in 
projects, the strategy in their music selection process as well as how shifts in television 
viewership has affected that process. These individuals were solicited through personal 
email, and interviews were conducted over the phone and recorded by the researcher with 
consent. 
The survey for this study was distributed through social media, including 
Facebook and Twitter, and through personal email to willing participants. A link was 
provided to those that chose to participate in a nine-question survey (refer to Appendix A 
for survey questions). The sampling procedure used was convenience sampling. 
Participants were connected to the researcher through social media and personal email, 
and to those willing to participate in the study had an 11-week window to complete the 
distributed survey. There were 110 surveys started and a total of 73 completed responses. 
This was due in part to the dropout nature of the survey.   
 
Sample/Participants 
 The respondents to the survey were 89% (n=98) female and 11% (n=12) male. 
25 respondents were between the ages of 18-24, 40 were between the ages of 25-34, 10 
were between 35-49, 30 were between 50-64, and 5 respondents were over the age of 65.  
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Figure 1 – Age 
 
 
Using Facebook and Twitter for distribution attracted a wide variety of participants. The 
goal was to survey those who notice music in the shows that they watch on television. 
Respondents were asked to identify with a classification that described their music 
listening habits. 48 participants identified as avid listeners, 59 identified as casual 
listeners, and three identified as little to non-listeners. Those three individuals were 
directed to the end of the survey, as the survey questions require attention to music in 
television programming.   
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Figure 2 – Music Listening Habits 
 
 
Survey participants were then classified by their television viewing habits. 43 
participants identified as avid viewers, 49 identified as causal viewers, and 15 
participants identified as little to non-viewers. The 15 little to non-viewers were directed 
to the end of the survey, as the study aimed to examine the behaviors of those who at 
least watch television casually.    
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Figure 3 – Television Viewing Habits 
 
 
Measurement Instruments and Data Collection 
 The survey, “Popular Music in Television and Viewer Digital Inter-activity” 
was distributed via Facebook, Twitter, and personal email. The nine-question survey was 
created using Qualtrics Survey Software after a nine month long research process of 
collecting and analyzing industry relevant articles, data and conducting interviews with 
industry professionals. The survey was available to willing participants over an 11-week 
span from June 29, 2014 – August 30, 2014. The survey was composed of multiple-
choice questions. 
 The survey questions administered aimed to gather information about the 
likelihood of certain behaviors due to hearing liked music in television shows. Once the 
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survey was closed to further submissions, Qualtrics Survey Software was used to filter 
completed responses and organize the results. The results were then analyzed and 
compared to findings in previous studies and industry articles.    
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Chapter Four: Results 
The purpose of the survey was to investigate the attention viewers pay to popular 
music in television programming and the likelihood of viewer digital interactivity. This 
section relays the results of the survey. A nine-question survey titled “Popular Music in 
Television and Viewer Digital Interactivity” was distributed via Facebook, Twitter, and 
personal email using Qualtrics Survey Software. The questions were designed to gauge 
viewer engagement, new music discovery through popular music placement, and the 
likelihood of online interactivity stimulated by popular music in television programming.   
   
When asked how often viewers find themselves paying attention to the music that 
they hear in television programming, 48.9% of participants (n=45) said they “sometimes” 
notice the music in their television shows. 32.6% (n=30) reported noticing the music in 
programming “most of the time.” 9.7% (n=9) said they “always” find themselves paying 
attention to the music in television programs. 8.9% (n=8) reported “rarely” noticing the 
music in the television programming they viewed. No participants reported never paying 
attention to the music in television programming. The mean was 2.57 (standard deviation 
= 0.78).  
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Figure 4 – Frequency of attention given to music in television programming 
 
 
 Participants were asked “of the shows [they] most frequently watch, how many 
of them use popular music?” 4.3% (n=4) of participants reported that all of the 
programming they watch contains popular music. More than half (53.2%; n=49) of 
respondents reported that most of the shows they watch use popular music placement. 
39.1% (n=36) reported that some of the shows they watch have popular music. The 
remaining survey participants watched programming that never used popular music 
(3.3%, n=3). The mean was 2.59 (SD=0.63).    
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Figure 5 – Frequency of popular music in viewed television programming 
 
 
  
Participants were asked “how often do you discover new music through television 
shows?” 61.8% (n=55) reported they “sometimes” discover new music through television 
programs. 25.8% (n=23) said they “rarely” discover new music through television shows. 
6.7% (n=6) reported finding new music through television shows “most of the time.” 
5.6% (n=5) reported “never” discovering new music through the shows they watch on 
television. None of the respondents reported “always” finding new music through 
television shows. The mean was 3.3 (SD=0.68).      
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Figure 6 – Frequency of music discovery from television programming 
 
 
 
Participants were asked “when you hear a song on a television show for the first 
time that you enjoy, how likely are you to search online for the title and artist of that 
song?” 38.55% (n=32) of participants reported that they would be “somewhat likely” to 
search online for the song information after hearing liked music on a television show. 
32.5% (n=27) of respondents reported that they would “likely” to search for the song 
information. 12% (n=10) reported that they would be “somewhat unlikely” to search for 
song information online. 10.8% (n=9) said they would be “unlikely” to search for song 
information online after hearing a liked song on a television show. The remaining 
respondents reported that they were undecided (6%, n=5). The mean was 3.7 (SD=1.32).    
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Figure 7 – Likelihood of online (“second-screen”) interactivity 
 
 
Participants were asked “how likely are you to go onto the respective show and/or 
network website to find song information [for a liked song heard on a television show]?” 
Most respondents (31.5%, n=23) reported that would be “unlikely” to visit a television 
native backchannel or show website to search for song information. 27.4% (n=20) said 
they would be “somewhat unlikely.” 21.9% (n=16) reported they would be “somewhat 
likely.” 10.9% (n=8) said they would “likely” search for song information on a native 
backchannel while 8.2% (n=6) were “undecided.” The mean was 2.53 (SD=1.41). These 
findings are in line with studies that have shown that many viewers do not utilize 
television native backchannels during their viewing experience or for post-viewing 
engagement experiences.      
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Figure 8 – Likelihood of digital interactivity on a network native backchannel 
 
 
 
Summary  
The survey was used to gauge the likelihood of digital interactivity prompted by 
popular music heard in television programming. Studies have proven that music affects 
perception and consumer actions and this survey supports the notion that viewers are 
likely to engage on second screens when liked music is heard in during television 
programming. Though most participants reported likely music prompted second-screen 
activity, this survey supports studies that concluded viewers are not as likely to go on to 
native television backchannels for a second screen experience. 
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Chapter 5: Discussion 
As television content evolves, the role of popular music placement in television 
programming is as important as ever. Just a music placement has proven effects in 
advertising, television content creators are harnessing the power of popular music to 
engage viewers beyond the screen. Music affects brain activity and can change 
perceptions and attitudes towards viewed programming. The purpose of this study was to 
explore how popular music placement affects viewer engagement in television 
programming. As viewer engagement has become measurable through the emergence of 
social media and other second screen experiences, content creators can now gain direct 
feedback from a larger audience on the content they produce from a variety of channels. 
 This study has supported that music is indeed noticed during viewing and can 
promote engagement on the second screen. Popular music placement’s power has proven 
itself with entire series based on the music used in the programming (Glee, Empire, 
Nashville). Just as music’s effects in advertising have been proven, popular music 
placement has been and is made evident by the growth of the music supervision 
profession and the need for more music professionals in the television industry. Sonic 
identity has become vital for television programming and the proof can be seen 
throughout the content being continually produced.  
 
Limitations 
 This research encountered a few limitations.  First, the sample for the distributed 
survey was convenient and thus can be skewed towards a particular demographic. If this 
study were to be replicated, it is recommended that the survey be run longer and 
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distributed to a wider variety of possible participants. Also, the age and gender 
demographic does not accurately reflect that of the previously tested markets. The 
dominance of female participants may have also skewed the results of the survey.     
 
Recommendations for Future Research 
 It is the recommendation of the researcher that viewer interactivity likelihood 
from popular music placement be tested with a more varied sample that better reflects the 
television viewing demographic. Music has been proven to affect perception and actions 
but these affects are not always conscious to the viewer. It is the suggestion of the 
researcher that the survey be refined to indirectly measure the effects of music on 
television viewer engagement through varying instruments that more accurately gauge 
popular music placement’s effects on viewer engagement. Also, future studies should 
continue to test specific channels of music’s effects on viewer engagement as technology 
and digital media continue to evolve.      
 
Conclusion 
The music supervision profession has grown rapidly in size and recognition. This 
evolution of the music supervision profession has led to a demand to be recognized just 
as their other creative counterparts in the areas of television. For the first time in its 70-
year history, the Emmy Awards recognized music supervisors for the artistic role they 
play in crafting the tone of television programs in September of 2017 (Newman, 2017). 
This award went to a single episode of a series, television movie or special and honored 
creative contributions through music, including original or pre-existing songs, scores, and 
performances (Newman, 2017). Music supervisor Susan Jacobs was awarded the first 
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Emmy for the craft for her work on the finale of the HBO miniseries Big Little Lies 
(Halperin, 2017). With music supervisors only being admitted into the Television 
Academy in 2015, the new Emmy award is timely, as television music is resonating 
strongly with viewers. Since 2015, twelve television show soundtracks have landed in the 
top 30 of the Billboard 200 (Newman, 2017). The unique power of songs, including their 
lyrics and cultural currency, provide subtext or subversion or nostalgic emotion 
(Greiving, 2017). Music’s power of engagement is evident and as technology continues 
to converge, measurement tools must be developed to properly measure popular music 
placement in television. As the niche continues to grow, the next step for the profession is 
admittance into the Motion Picture Academy. The significance of popular music 
placement in television programming is evident in the growth of the music supervision 
profession and television soundtracks tracking on the Billboard charts. Just as their 
admittance into the Television Academy, their efforts to be recognized during the 
Academy Awards will take some time. Though it will be a process, the evident 
emergence of the field is undeniable. 
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Appendix 
Popular music and viewer digital interactivity  
1. Sex: 
• Male 
• Female 
 
2. Age: 
• 18-24 
• 25-34 
• 35-49 
• 50-64 
• 65+ 
 
3. Which of the below categories most closely describes your music listening habits? 
• Avid Listener: I play close attention to the music I hear and am always searching 
for new music 
• Casual Listener: I enjoy listening to music but I do not gout of my way to find 
new music. 
• Little to Non-Listener: I don’t pay that much attention to music. It’s just 
background noise to me. 
 
4. Which of the below categories most closely describes your television viewing habits? 
• Avid Listener: I play close attention to the music I hear and am always searching 
for new music 
• Casual Listener: I enjoy listening to music but I do not gout of my way to find 
new music. 
• Little to Non-Listener: I don’t pay that much attention to music. It’s just 
background noise to me. 
 
5. How often do you find yourself paying attention to the music that you hear in 
television shows? 
• Always 
• Most of the time 
• Sometimes 
• Rarely  
• Never 
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6. Of the shows you most frequently watch, how many of them use popular music? 
(Popular music being defined as music that appeals to popular tastes, including, but 
not limited to, rock, pop, soul, country, reggae, rap, and dance from major and 
independent artists) 
• None 
• Some  
• Most 
• All  
 
7.  How often do you discover new music through television shows? 
• Always  
• Most of the time  
• Sometimes 
• Rarely 
• Never 
 
8.  When you hear a song on a television show for the first time that you enjoy, how 
likely are you to search online for the title and artist of that song? 
• Unlikely 
• Somewhat Unlikely 
• Undecided 
• Somewhat Likely  
• Likely  
 
9. How likely are you to go on to the respective show and/or network website to find 
song information? 
• Unlikely 
• Somewhat Unlikely  
• Undecided 
• Somewhat Likely  
• Likely  
 
 
 
  
